Graduate Theses, Dissertations, and Problem Reports
2022

“Here is the place, my lord”: The Scenic Design Process for King
Lear
Abigail E. Wagner
West Virginia University, aew0037@mix.wvu.edu

Follow this and additional works at: https://researchrepository.wvu.edu/etd
Part of the Other Theatre and Performance Studies Commons

Recommended Citation
Wagner, Abigail E., "“Here is the place, my lord”: The Scenic Design Process for King Lear" (2022).
Graduate Theses, Dissertations, and Problem Reports. 11609.
https://researchrepository.wvu.edu/etd/11609

This Thesis is protected by copyright and/or related rights. It has been brought to you by the The Research
Repository @ WVU with permission from the rights-holder(s). You are free to use this Thesis in any way that is
permitted by the copyright and related rights legislation that applies to your use. For other uses you must obtain
permission from the rights-holder(s) directly, unless additional rights are indicated by a Creative Commons license
in the record and/ or on the work itself. This Thesis has been accepted for inclusion in WVU Graduate Theses,
Dissertations, and Problem Reports collection by an authorized administrator of The Research Repository @ WVU.
For more information, please contact researchrepository@mail.wvu.edu.

“Here is the place, my lord”: The Scenic Design Process for King Lear

Abigail Elizabeth Wagner

Thesis submitted
To the College of Creative Arts
At West Virginia University
In partial fulfillment of the requirements for the degree of
Master of Fine Arts in
Scenic Design and Technology

Robert Klingelhoefer, (Chair), Professor of Scenic Design
Steven Neuenschwander, MFA, (Co-Chair), Clinical Professor of Technical Direction
Radhica Ganapathy, Ph.D. Associate Professor, Theatre History & Criticism
Gerald McGonigle, MFA, Professor, Acting and Directing

West Virginia University School of Theatre & Dance

Morgantown, West Virginia
2022

Keywords: King Lear, Scenic Design, Set Design, Scenery, Theatre Design, Film,
West Virginia Public Broadcasting, The Public Broadcasting Service
Copyright 2022 Abigail Wagner

1

Abstract
“Here is the place, my lord”: The Scenic Design Process for King Lear
Abigail Elizabeth Wagner

Undertaking the role of Scenic Designer of West Virginia University School of Theatre
& Dance’s 2021 filmed production of King Lear by William Shakespeare was a formidable
challenge. A detailed description of the entire scenic design process includes script analysis,
research, design meetings, scenic art techniques, and the filming process. It illustrates the
journey of what began as a series of renderings and models, transforming into the finalized
version of the scenic design.

iii

Acknowledgments
I am extremely grateful to my mentor and chair of my thesis committee, Professor Robert
Klingelhoefer. You have shown such kindness and patience with me through my time in
graduate school and I am forever thankful. Your love and passion for this craft is inspiring.

This endeavor would not have been possible without the additional members of my thesis
committee, Professor Steven Neuenschwander, Doctor Radhica Ganapathy, and Professor Gerald
McGonigle. No one officially knows how to write a thesis until after they’ve finished it and you
all have helped me immensely along the way as I tried to figure out how to write mine. Thank
you for pushing me and providing invaluable knowledge and advice.

I would not have undertaken this journey without Jeffrey Strange, Sarah Strange, and
Ann Farrelly. Thank you for challenging me and teaching me everything you know about theatre,
I pursued graduate school because of you and would not have made it far if it wasn’t for the
knowledge you passed on to me.

To my loving family Darrell, Michelle, Claudia, and Emmelyn Wagner. Even though we
were all spread over the country, we were still able to provide never-ending love and support for
one another. It’s what has kept me sane living out here.

I am particularly grateful to my “mortal enemy,” Sophia Kosowsky. At my lowest points,
you found a way to lift me up and get me back on my feet, despite our height difference. You are
the most selfless, thoughtful, and insightful person I know and I’m so very lucky to have you in
my life.

Lastly, all my love and thanks to Houdini and Nika. Even though life can get hectic, you
both reminded me there’s always time to take a break from studying, designing, or writing for a
long cat nap, or to go enjoy the outdoors. You helped keep my heart at peace in the wildest of
times.

iv

Table of Contents
Abstract ........................................................................................................................................... ii
Acknowledgments.......................................................................................................................... iii
Table of Contents ........................................................................................................................... iv
Table of Figures .............................................................................................................................. v
Introduction ..................................................................................................................................... 1
Summary and Analysis ................................................................................................................... 3
Scene Breakdown............................................................................................................................ 5
Initial Design Meeting .................................................................................................................... 9
Research and Design ..................................................................................................................... 12
Execution of the Scenic Design .................................................................................................... 29
Filming Process ............................................................................................................................. 36
Conclusion and Evaluation ........................................................................................................... 42
Work Cited .................................................................................................................................... 45
Appendix A: Filming Schedule .................................................................................................... 46
Appendix B: Select Film Screenshots........................................................................................... 71
Appendix C: Build and Film Experience Photos .......................................................................... 75

v

Table of Figures
Figure 1: Underpass Inspiration .................................................................................................... 13
Figure 2: King Lear Movie Screenshot ......................................................................................... 13
Figure 3: Brutalist Architecture Inspiration .................................................................................. 14
Figure 4: Architecture Inspiration ................................................................................................. 15
Figure 5: Initial Vectorworks Sketch - Units Rearranged ............................................................ 15
Figure 6:Initial Vectorworks Sketch ............................................................................................. 15
Figure 7: First White Model ......................................................................................................... 16
Figure 8: First White Model – Camera View ............................................................................... 16
Figure 9: First White Model - Units Rearranged into Hall ........................................................... 17
Figure 10: First White Model – no shutters .................................................................................. 17
Figure 11: First White Model – with shutters ............................................................................... 17
Figure 12: Second White Model ................................................................................................... 18
Figure 13: Third White Model ...................................................................................................... 18
Figure 14: Final White Model – Lear’s Palace ............................................................................. 20
Figure 15: Final White Model, Lear's Palace, Photoshopped ....................................................... 20
Figure 16: Gloucester's Castle ...................................................................................................... 21
Figure 17: Albany's Palace ........................................................................................................... 21
Figure 18: Outside Gloucester's Castle, Photoshopped ................................................................ 22
Figure 19: Heath ........................................................................................................................... 22
Figure 20: Outside Hovel .............................................................................................................. 23
Figure 21: Inside Hovel, Photoshopped ........................................................................................ 23
Figure 22: Fields Near Dover ....................................................................................................... 24
Figure 23: French Tent.................................................................................................................. 24
Figure 24: Drafting Plate 1 - Ground Plan .................................................................................... 26
Figure 25: Drafting Plate 2 - Section ............................................................................................ 27
Figure 26: Drafting Plate 3 ........................................................................................................... 27
Figure 27: Drafting Plate 4 ........................................................................................................... 28
Figure 28: Drafting Plate 5 ........................................................................................................... 28
Figure 29: Minimalistic Room ...................................................................................................... 30
Figure 30: Gold Trim .................................................................................................................... 30
Figure 31: Color inspiration .......................................................................................................... 31
Figure 32: Scenic Dope Texture ................................................................................................... 31
Figure 33: Base Coat ..................................................................................................................... 31
Figure 34: Final Cement Look ...................................................................................................... 32
Figure 35: Wall A Trim, Photoshop ............................................................................................. 32
Figure 36: Wall C Trim, Photoshop.............................................................................................. 32
Figure 37: Wall Paint Sample ....................................................................................................... 33
Figure 38: Floor Paint Elevation, Photoshop ................................................................................ 33
Figure 39: Camera Test with Natalie Tirendi ............................................................................... 34
Figure 40: Vines on Arches .......................................................................................................... 38

vi
Figure 41: Testing of the Rain Platform ....................................................................................... 39
Figure 42: Rain Platform with Erosion Cloth ............................................................................... 39
Figure 43: Heath with Tree ........................................................................................................... 41
Figure 44: Lear's Palace ................................................................................................................ 71
Figure 45: Albany's Castle ............................................................................................................ 71
Figure 46: Outside Gloucester's Castle ......................................................................................... 72
Figure 47: Heath in Storm............................................................................................................. 72
Figure 48: Inside Hovel ................................................................................................................ 73
Figure 49: Fields Near Dover ....................................................................................................... 73
Figure 50: Final Scene .................................................................................................................. 74
Figure 51: Fields Near Dover - Tree ............................................................................................. 74
Figure 52: Tracking Walls in Progress ......................................................................................... 75
Figure 53 Tracking Walls with Texture and Paint ........................................................................ 75
Figure 54: Floor Treatment in Progress ........................................................................................ 76
Figure 55: Completed Floor Treatment ........................................................................................ 76
Figure 56: Setting the Opening Scene .......................................................................................... 77
Figure 57: Albany’s Palace Interior .............................................................................................. 77
Figure 58: Heath in Storm............................................................................................................. 78
Figure 59: Exterior Albany’s Palace ............................................................................................. 78
Figure 60: Director’s View ........................................................................................................... 79
Figure 61: Fields of Dover ............................................................................................................ 79
Figure 62: Fields of Dover - Tree ................................................................................................. 80

1

Introduction
On December 12th, 2019, the first case of COVID-19 was detected globally, and well…
the rest is history. The following school year contained a few firsts for the School of Theatre &
Dance at West Virginia University as we strived to find a way to produce theatre amid a global
pandemic. Safety measures such as masks and face shields were implemented, along with
switching to online learning via Zoom in certain circumstances, but performing in front of a live
audience was a far option. Instead, a decision was made to film a production of William
Shakespeare’s King Lear in the Gladys G. Davis Theatre. This decision presented a fantastic
opportunity for students but also a daunting challenge for me as a scenic designer. Instead of
designing a stage that would typically be viewed by a fixed audience, the concept demanded a
design that would allow cameras to move and explore the set from every angle, combining
theatre and film in an immersive experience.
The Scenic Design process for King Lear was an extensive, almost year-long endeavor.
Utilizing personal experience and documents from the production I discuss my research, design,
execution, and filming process in this document. Never have I been challenged to design a stage
that could be viewed and filmed from all angles. Not to mention finding a solution to the many
different locations addressed in the text of King Lear. Filming, however, also made these
location changes easier as we were not restricted to an audience and blackouts for instant scene
changes. We could spend a whole day filming one scene and spend an hour or two changing the
space to a different locale.
King Lear was directed by Professor Gerald McGonigle, Video Production by West
Virginia Public Broadcasting with Larry Dowling as the Director of Photography, Lighting
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Design by Professor Joshua Williamson, Costume Design by graduate student Jacob Currence,
Sound Design by undergraduate student Alexis Allenbaugh, and Technical Direction by graduate
student Ashley Hungerford.
WVU School of Theatre & Dance and West Virginia Public Theatre’s production of
William Shakespeare’s King Lear first aired on WVPB and was later picked up by PBS, New
York. The film can be viewed at pbs.org.
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Summary and Analysis
The tragedy of King Lear is a tale about a king, played by a female actor in our production,
seeking to settle into comfortable retirement while being taken care of by her three daughters. All
does not go as planned though as she ends up unfairly disowning one daughter and is severely
mistreated by the other two. The choice to cast a woman as Lear, along with Gloucester, provides
an interesting dynamic throughout the tale. Especially to those who may not be familiar with the
story of King Lear. One usually expects a mother’s love to be more compassionate while a father
is expected to exhibit tough love. As a result, watching a mother show such wrath towards someone
who is supposed to be her favorite daughter feels much harsher and socially unexpected. That
being said, it lends a particular strength to the character too. Typically seen as more reserved and
quieter than their male counterparts, women today must fight for a place of leadership in society.
It can be hard for women to have their voices heard. Hence, taking what is meant to be typically
portrayed by a male and having it be performed by a female instead offers a refreshing insight into
what a flawed and powerful woman looks like, with the character’s extreme display of ego and
irrational behavior.
King Lear follows the downfall of two women, both blinded by their need for selfpreservation. After foolishly disowning the one daughter who truly loves her, she ends up splitting
her power in half, believing her remaining two daughters will take care of her. She quickly realizes
she had been unwise to give her power away to the two daughters who do not care for her.
Mirroring the main storyline, we follow Gloucester and her two sons, Edmund and Edgar.
Edmund, the illegitimate son of Gloucester, devises a plan to make his older brother lose his claim
on Gloucester’s title and properties, so he may have it all to himself.
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It is only after Lear is ridiculed and deprived of the care she expected from her two
daughters does she finally realize the error in her ways. As she slowly descends into madness, she
is finally able to reflect on her decisions with profound clarity. Meanwhile, Edmund betrays his
mother and turns her in to Cornwall for her attempts to help King Lear escape and to aid the French
Army with their impending attack. Gloucester is blinded for treason and it is only then that she
becomes truly aware of Edmund’s deceit and Edgar’s victimization.
Eventually, the French army led by Cordelia meets the English army led by Edmund. The
French lose, and Edmund sentence Cordelia and Lear to death. It is only before Edmund is killed
by Edgar that he attempts to reconcile himself and revokes the order. It is too late though as
Cordelia is dead and Lear is unable to fix her mistakes that led to her familial downfall. Lear, taken
with grief, dies shortly afterwards. Kent, ever the faithful advisor leaves to join her king while
Edgar and Albany are left to pick up the pieces. Shakespeare leaves us with a heavy feeling of
hopelessness as no closure is given to Lear or Gloucester for their actions.

5

Scene Breakdown
As King Lear contains many different locations, I decided to create a scene breakdown
to help me keep track of exactly what happens in each scene and when it happens in the play.
Below is a scenic breakdown that details the act and scene, location, and a short description for
each scene.

Act.Scene Location
1.1
Lear’s Palace

Description
Lear announces he is splitting his kingdom between his three
daughters. He ends up banishing Kent and disowning Cordelia.
France decides to marry Cordelia anyways. Regan and Goneril
begin to plot against their father with their newly gained power.

1.2

Gloucester’s Castle Edmund begins to plot the downfall of Edgar, his half-brother
but the legitimate son of Gloucester.

1.3

Albany’s Palace

Goneril chats with Oswald about her displeasure at how Lear
has been acting. She orders Oswald to act coldly towards Lear.

1.4

Albany’s Palace

Lear returns from hunting to a cold welcome from Goneril’s
household. Kent arrives in disguise and is accepted into Lear’s
service. The fool warns Lear he made a mistake in handing over
his powers to his two daughters.
Goneril enters and demands that Lear reduces his number of
knights. Lear is outraged and prepares to travel and stay with
Regan.

1.5

Stables

Lear sends Kent ahead to deliver letters to Gloucester and
Regan. The fool continues to taunt Lear.

2.1

Outside
Edmund tricks Edgar into fleeing from Gloucester’s castle.
Gloucester’s Castle After hearing more of Edmund’s lies, Gloucester sentences
Edgar to death if he is found and makes Edmund his heir.
Cornwall and Regan arrive at Gloucester’s castle, hear the false
stories about Edgar, and welcome Edmund into their service.

2.2

Outside
Gloucester’s
Castle,

Kent and Oswald meet and fight. Gloucester, Cornwall, and
Regan are drawn to the noise and come out to see what the
racket is all about. Kent is thrown into the stocks and reads a
letter from Cordelia.
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2.3
2.4

Woods outside
Edgar decides to disguise himself as a mad beggar “Poor Tom.”
Gloucester’s Castle
Outside
Lear sees Kent in the stocks and demands to talk with Cornwall
Gloucester’s Castle and Regan. Eventually, they come outside, and Lear tries to
explain to Regan how Goneril wronged him. To his dismay,
Regan teams up with Goneril when she arrives, and they
demand Lear give up all of his knights if he wants to stay with
either of them. Lear gives up and heads out into the impending
storm.

3.1

Storm

Kent runs into the Gentleman and asks where the king is. Kent
notifies the Gentleman of the unrest between Albany and
Cornwall and wants the Gentleman to deliver a message to
Cordelia in Dover.

3.2

Storm

The King, the fool, and Kent wander through the storm. Kent
tries to get them to shelter.

3.3

Gloucester’s Castle Gloucester mistakenly confides in Edmund with news of an
invasion from France. When Gloucester leaves to find Lear,
Edmund announces his plan to report his father to Regan and
Goneril.

3.4

Outside Hovel

3.5

Gloucester’s Castle Edmund betrays his father to Cornwall. Cornwall makes
Edmund Earl of Gloucester.

3.6

Hovel

3.7

Gloucester’s Castle Gloucester is caught, bound to a chair, and confesses. Cornwall
rips out Gloucester’s eyes but not before a servant steps in and
tries to stop him. The servant succeeds in wounding Cornwall
but ends up dying. Edmund’s treason is revealed, and
Gloucester finally realizes he has been played for a fool.

4.1

Heath

Still disguised as Poor Tom, Edgar runs into his newly blinded
father and guides him to a cliff near Dover.

4.2

Albany’s Palace

There are hints at a budding romance between Goneril and
Edmund and Regan and Edmund. Albany confronts Goneril and

Lear, the fool, and Kent stumble upon a hovel and find Edgar
disguised as Poor Tom. Gloucester discovers the hovel and tries
to convince Lear to return to his Castle.

Lear descends into madness, at one point holding a mock trial
for his daughters. Once he falls asleep, Gloucester returns,
notifying Kent of a plot to kill the king. He urges them to
escape to Dover at once. Edgar remains behind.
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tells her how displeased he is with how she and Regan have
been treating Lear. When Albany discovers Gloucester’s
blinding, he vows to take revenge upon Edmund. Cornwall dies
from his wounds in 3.7.
4.3

French Tent/
Dover

4.4

French Tent/Dover

4.5

Kent arrives in Dover and talks with the Gentleman about
Cordelia’s reactions to the letters. We learn Lear has arrived
safely in Dover but refuses to see Cordelia as he is ashamed.

Cordelia sends soldiers to search for her father and bring him to
her. A messenger notifies Cordelia that the British Army is on
the move.
Gloucester’s Castle Regan asks Oswald about Goneril and Edmund. Declares she
wants Edmund to herself.

4.6

Fields Near Dover

Edgar pretends to take Gloucester to the cliff, hoping it will
knock Gloucester out of his suicidal mindset, telling him the
gods do not want him to die yet. Lear stumbles Onstage, clearly
mad. Soon after, Cordelia’s men find Lear and bring him to her.
Oswald enters, and he and Edgar fight; Oswald dies, and Edgar
discovers a letter ordering Edmund to kill Albany and rushes to
notify Albany.

4.7

French Tent

Cordelia reunites with Kent. Lear is brought to Cordelia and
wakes in a haze but is not insane anymore. He asks for her
forgiveness.

5.1

Fields near Dover

Regan, Goneril, Albany, and Edmund get ready for the battle.
The sisters are still quarreling over Edmund. Edgar enters and
gives Albany the letter he took from Oswald’s body.

5.2

Fields near Dover

The battle has begun. Edgar leaves Gloucester by a tree while
he scopes out the battle. He discovers Lear and Cordelia have
been captured.
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5.3

British Camp

Edmund brings in Cordelia and Lear as prisoners, hands them
over to a captain, and sends them off to prison. Regan suddenly
becomes sick as she and her sister openly fight over Edmund.
Albany accuses Edmund of treason and declares a trial by
combat to which Edgar appears, disguised in a full suit of
armor. When Edmund is fatally wounded, Goneril rushes off to
kill herself. Before she does, though, she reveals that she has
poisoned Regan.
Kent enters and asks where Lear and Cordelia are. Before
Edmund dies, he tries to make up for some of his wrongdoing
by telling them where to find Lear and Cordelia. But it is too
late as Lear enters, carrying a dead Cordelia, and after
mourning, Lear soon follows her. All that is left is Albany and
Edgar to rule the kingdom, while Kent feels he will follow his
king soon in death.
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Initial Design Meeting
Months before we started the production process, I ran into the director, Professor Gerald
McGonigle, in the scene shop. We both knew we would be working on King Lear at this point,
so we had a quick chat about the project. Professor McGonigle mentioned that while he did not
have any solid ideas, it could take place in a freeway underpass for all he knew. I tried not to get
too excited over this detail as minds are easily changed over time, but it got me thinking about
how an underpass would fit into the world of King Lear.
We had the initial design meeting over Zoom in August 2020. The idea of an underpass
was still in my head, but I wanted to see where the conversation would go and if we were even
going to have a show. To my surprise and relief, the first topic of discussion was the reveal that
we would be filming the play. As COVID-19 had turned the entire theatre industry upside-down,
the school wanted to continue to provide an educational experience for the students. They
figured the best way to do that would be to film the show as there would be no need for a live
audience due to the many complex COVID-19 related restrictions. As a result, this meant the
design for all departments would be remarkably different than what we were used to for a
standard show. The set would need to be flexible. A space that could be taken apart piece by
piece to accommodate cameras and crew, and then put back together again. Lighting would need
to have some variation of a flexible plot, which could accommodate lighting from all angles for
vastly different set configurations. There was also a lot of discussion about how we could blend
theatrical lighting with traditional film lighting equipment such as using a white China ball to
create a softer glow on the actors. Costumes would need to find materials that read well through
a high-definition camera lens.
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Filming King Lear opened many opportunities that would usually be difficult or
impossible to achieve in a live performance, but now we would have weeks of filming to edit and
adjust the space. While other film productions have difficulty changing scenes with long shifts or
isolating pools of light, we could completely clear the stage to create the expanse of the heath.
Most theatrical productions of King Lear rely on sound and lighting to make the stormy heath,
we could take an evening or two and create a space that could imitate rain. However, an
important question left unanswered was how we would approach filming itself. Was our play
going to be filmed as an actual stage production in a theatre or did we want it to be a full-on
movie, trying to hide the fact we were filming in a theatre? Or maybe a fusion of both? We are a
university theatre after all filming a Shakespearean play.
As to the period and style of the play, matters got a little confusing. Professor McGonigle
first mentioned setting the play in a post-apocalyptic world. This suggested clear images of raw
materials like cement, wood, steel, and natural resources. It was still a play involving royal
characters, so Professor McGonigle wanted variations between scenes. From an elegant throne
room, foggy and dream-like tent, to the rough and wild heath. He also mentioned the underpass
idea again to my delight as I thought that would be a fascinating visual to research. But then he
added that maybe the first scene took place in a boardroom overlooking a city, which had a
completely different feel to me. Lastly, he mentioned a certain scene in a 1971 version of King
Lear that he particularly liked. I made a note to myself to look it up later.
After the meeting, I met over Zoom with my mentor, Professor Robert Klingelhoefer, to
discuss notes from the meeting and figure out an action plan. I never thought about designing for
film, and really did not know where to even begin. All of this information was swimming around
in my head, and it was not easy to make sense of it. Professor Klingelhoefer suggested I create
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scenic units that could easily move around the space, a sandbox if you will, so Professor
McGonigle could play around with the set until he achieved an ideal arrangement and units could
be moved out of the way easily to accommodate the filming equipment. He also mentioned I
should find images that could support a post-apocalyptic theme while also having a cleaner look.
What that meant exactly though would be up to me to find out during my research.
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Research and Design
This step in the process is my most favorite. Where I search for research images and take
certain components from them to create a design. First, I focused on what stood out most from
the meeting. Any images or descriptive words that the director may have mentioned in the initial
meeting. Next, I show the research to the director in another meeting or two, refining the images
until we both have a clear idea of the world. Once I am confident that we are both on the same
page, I move on to the rough design phase, where I create an initial white model - something
easy to assemble for the director to look at and give constructive feedback. From there, it’s
tweaking the model until an ideal set design is accomplished. Then a full-color model is created,
and drafting begins.
As our production of King Lear was not going to be in the notated period, I skipped the
historical research and went straight to finding images aligned with some descriptors Professor
McGonigle used in the meeting. “Underpass”, “post-apocalyptic”, “elegant”, and “rough” were
the words that stood out to me the most, so I decided to start there. It is worth mentioning that
even though we were not going for a historically accurate ancient Britain, the text still speaks of
archaic and other-worldly ideas – so, I used this sensibility to help guide my research. As for the
sandbox approach, I kept an eye out for shapes that could be broken down into separate units.
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I began looking for photos to base
the design’s overall look on, and Figure 1
was the first to catch my eye. I loved how
it depicted a structure with underpass
elements but with a bit of oddness added
in. With the twisted rebar and the
suspended chunks of concrete, it’s falling
Figure 1: Underpass Inspiration
Jessica Hess, Uneven Surfaces, 2019

apart - not unlike Lear’s kingdom, and yet
it held an elegance to it within the shape

of the columns and the forms the rebar takes. It had both post-apocalyptic and underpass
elements. Sadly, this image did not get too far in the research process, mostly because I found it
difficult to translate into something that could move freely. But I loved the color tone and the
slabs of concrete that it consisted of.
Figure 2 is a screenshot from the 1971 movie of King Lear that Professor McGonigle had
mentioned in the initial meeting, and I could see what he liked about it as it fell into a postapocalyptic world of sorts. The
beams of light shoot through the
architecture and illuminate the
room’s haziness. Another aspect
that struck a chord with me in this
image was how it did not feel like a
standard castle, and it had a timeless

Figure 2: King Lear Movie Screenshot
Peter Brook, King Lear, 1971

14
but concrete feel to it. The fact I now had an image from the director to use as a reference was
particularly inspiring, and I used it to help drive the research for future images.

It was not long before I
landed to a vital discovery of
brutalist architecture. The minimalist
geometric shapes and the severity of
the style stood out to me. It felt
timeless and different, cold and regal
which was perfect for what we were
Figure 3: Brutalist Architecture Inspiration
Geisel Library, San Diego, CA, 1968

trying to achieve. The multitude of

unique shapes gave me plenty to think about when creating a space that could change and adapt
for the sandbox idea. Figure 3 looked like a crown of sorts, and I loved how the supports rose
from the ground and then shot outwards. Figures 3 and 4 were both images that highly inspired
my first designs. Figure 4 caught my eye as there were geometrical shapes that could also change
and adapt to possibly create one long wall, or with strategic break points multiple walls that
could be moved around to change the space.
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Figure 4: Architecture Inspiration
Embassy of Switzerland in the Ivory Coast

As this was in the height of COVID-19 and in the middle of summer, I was unable to
create a scale model, my primary choice when it comes to visualizing. But wanting to play
around with something that was still manipulatable and visually effective, I decided to create an
initial 3D sketch in Vectorworks to show the director. Combining the skyscraper boardroom idea
with the elegant brutalist architecture, I came up with these initial sketches Figure 5 and 6.

Figure 6:Initial Vectorworks Sketch

Figure 5: Initial Vectorworks Sketch - Units Rearranged

For an initial sketch, I enjoyed how it turned out especially how the positions of the back
row of units presented an opportunity to create a throne of sorts for Lear, and how all the units
could be reconfigured around (shown in Figure 6). This sketch was shot down quickly though
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due to how the cyclorama and ground row duo cemented us in an upstage/downstage viewing
position. A piece of advice I was given at this point in time was to think outside the box for
future sketches. Professor McGonigle and Larry Dowling, the Director of Photography, asked for
more images that replicated being in the set, as it was going to be filmed up close and personal to
the scenic units they wanted images closer to a storyboard to help them get a feel if my
visualizations of the set would work in film. The director was still having a difficult time with
visualizing the set, so I held off on offering additional renderings until I was able to build a white
model for Professor McGonigle and Mr. Dowling to work with.

Figure 7: First White Model

Figure 8: First White Model – Camera View

We had another meeting over Zoom in September to look at the ½” white model shown
in Figures 7-11. I made sure to take photos that closely resembled what a camera might pick up.
The design consisted of four rolling arch units that could either be completely rolled offstage to
open up the space or could be rearranged onstage to create different looks for scenes. There was
also a back “wall”, consisting of seven units that each had the ability to rotate in place, to aid in
the ability of creating different looks. The design was heading in the right direction, but there
was an issue. Professor McGonigle and Mr. Dowling were concerned about seeing the audience
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seating, something which they wanted to
avoid. I was stumped, as I had never worked
with cameras before and did not know what
conditions we would need to completely hide
the audience seating that surrounded threequarters of the area we were going to use.
There was mention of covering the seating
somehow or building walls to completely cut
off the seating but neither idea made sense to

Figure 9: First White Model - Units Rearranged into Hall

me. We were going to be filming in a theatre, it would be impractical to spend all our budget
trying to hide that fact. Professor McGonigle and Mr. Dowling also mentioned that too much of
the back wall was visible and wanted to consider finding a way to cover that up more.
Soon after this discussion, I made a quick edit to the model, adding a removable shutter
to the arch units, seen without in Figure 10 and attached in Figure 11. The shutters would not
completely cut off whatever was behind it, but maybe they would be enough to make the
background disappear more easily. Once Professor McGonigle and Mr. Dowling approved the
shutters, I got to work creating a second white model to see what I could do about adding
upstage wall units.

Figure 10: First White Model – no shutters

Figure 11: First White Model – with shutters
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Figures 12 and 13 were quick renditions I made of different wall configurations that
could be utilized in the design. The wall units in both configurations were attached to the grid
and could rotate in place to create the illusion of a door opening or straighten out into a hallway.
Figure 12 was the second white model I created and included a total of six wall units. Two wider
units in the center and two smaller units on either side. It was decided that there were too many
gaps between the wall units in this option, so I made the walls wider and fewer in number as can
be seen in Figure 13, my third model.

Figure 12: Second White Model

Figure 13: Third White Model

The solution I found allowed us to keep the four wall units as I added in the ability to
track the units on and off stage. This tracking allowed us to either have the units onstage to
create a closed-in space, or we could track them entirely offstage, which would be extremely
helpful for scenes that take place in the heath.
The final design included two walls upstage that were on tracks and could rotate. Two
more walls were located slightly downstage of the first and could only track on and off stage.
Rolling units that could move freely around the space included two large rolling arches, two
smaller rolling arches, and two pillars.
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Figures 14-23 were images used in a production storyboard early on to show how these
units could be manipulated to create different looks in various scenes. Other units were brought
in temporarily to help tell the story, such as a rain platform for some heath scenes and mosquito
netting to replicate a tent for select French camp scenes. While creating this storyboard,
Professor Klingelhoefer suggested that I photoshop some scenes and add more visual elements.
To help with the visualization of the production, these photoshopped images are notated below.
The gold trim seen in Figure 15 was added later on to assist in hiding seam lines, and I will
discuss this more in the next chapter along with the floor detail.
The solution I found in the end allowed us to keep the four wall units as I added in the
ability to track the units on and off stage. This tracking permitted us to either have the units
onstage to create a closed-in space, or we could track them entirely offstage, which would be
extremely helpful for scenes. The storyboard renderings were a great starting point for blocking
in the rehearsal process. Still, as I shall discuss later in the Filming Chapter, the layout changed
once rehearsals and filming went underway. Many of the scenes you see below were edited
dramatically by Professor McGonigle and Mr. Dowling during the filming process.
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Figure 14: Final White Model – Lear’s Palace

Figure 15: Final White Model, Lear's Palace, Photoshopped
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Figure 16: Gloucester's Castle

Figure 17: Albany's Palace
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Figure 18: Outside Gloucester's Castle, Photoshopped

Figure 19: Heath

23

Figure 20: Outside Hovel

Figure 21: Inside Hovel, Photoshopped
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Figure 22: Fields Near Dover

Figure 23: French Tent
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As for the drafting process for the show, I tend to draft as I create my scenic models so
once the model was officially approved I already had a good start on the drafting process. My
greatest struggle when drafting is usually little bits of detail and organic objects, neither of which
played a major part in the show. So ultimately, it was remarkably straightforward and only took
me a weekend to create the drafting package. All in all, there were ten scenic units (not including
the rain platform or tent), but only five shapes that needed to be drafted as they were repeated
over the course of the various scenes. Figures 24-28 exhibit my drafting package.
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Figure 24: Drafting Plate 1 - Ground Plan
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Figure 25: Drafting Plate 2 - Section

Figure 26: Drafting Plate 3
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Figure 27: Drafting Plate 4

Figure 28: Drafting Plate 5
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Execution of the Scenic Design
The first part of the build process was budgeting. A rough estimation of the build budget,
made by the Technical Director Ashley Hungerford, a fellow graduate student, set us initially at
around $5,500. Our goal was to reach $4,500. No scenic units were going to be cut from the
drafting package I presented but we had to talk in depth about build details for some units. For
example, where were we going to get fabric for the tent from? We decided to sift through our
stock goods and see if we had the fabric needed for the tent, and to our luck we found a piece of
fabric that worked. In turn the estimated cost of buying fabric was removed from the budget and
we moved on to the next item. Some special effects such as the fire barrel was also costly, as we
did not have the items in stock to build a fire barrel, all parts would need to be purchased.
Professor Neuenschwander decided to sponsor the costs of the fire barrel and we were finally
ready to go!
Once the budget was approved in October, the carpenters began their build, and I began
working on paint elevations. As I was also the paint charge for the show, I had the benefit of
going at my own pace and not needing to have the elevations done at the same time as the
drafting package. The production team knew I was going for an overall cement look similar to
what I had shown in my research images so there was no rush. I had never done a faux cement
before, so I started looking up images that had the look I wanted along with videos online on
“how to” techniques. One image in particular caught my eye and made me realize I needed
something more added to the walls instead of it being just a plain cement look.
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I really enjoyed how minimalistic
Figure 29 was with the darker lines on the
walls and I decided to incorporate it into my
elevations as it assisted with the
otherworldliness feel and would also help
break up the texture on the walls. To my
surprise, as I went further into paint
research, I found yet another image (shown
below) that pushed the linework to another

Figure 29: Minimalistic Room
Instagram, Unknown

level and I instantly fell in love.
The dirty gold look of the trim on the
ceiling in Figure 30 felt like a perfect
match for my design of King Lear and I
took it over to Professor Klingelhoefer
right away to hear his thoughts. Professor
Klingelhoefer liked the added trim and
gave me a few tips on how to achieve this
Figure 30: Gold Trim
King Lear, Design by Seth Reiser

look. After our chat, I sent the photos to
Professor McGonigle and he approved of

the idea. With that, I began to work on elevations for the walls.
I began by testing out methods to create a faux cement look. My first step in this process
is finding an image I really liked for the base color and texture of the wall, and I landed on the
one in figure 31.
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After watching a YouTube video of a house
painter applying a faux cement texture on a wall, I
decided to give it a go. The first step was applying a joint
compound, glue, and water mixture, affectionately
known as “scenic dope” to the wall. Scenic dope can be
applied in a variety of ways to create distinct types of
texture for theatrical and commercial purposes. For faux
cement, I scraped it on with a trowel so the surface would
Figure 31: Color inspiration

Figure 32: Scenic Dope Texture

appear slightly raised in spots. As shown in figure 32.

Figure 33: Base Coat

Next, I would apply a base coat of solid gray, and then wash a variety of greys on top,
letting it blend and drip until I achieved the desired effect as shown in Figures 33 and 34.
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Once I was satisfied with the faux cement sample, I
took a photo with my camera and a screenshot of my
drafted wall units from Vectorworks and uploaded them
into Adobe Photoshop. With these images, along with a
gold texture I found, I created an image that resembled
what the finished wall units would look like. I did not
Figure 34: Final Cement Look

repeat this process for the arches or pillars as all units

would get the same technique, with the trim applied in different designs.

Figure 35: Wall A Trim, Photoshop

Figure 36: Wall C Trim, Photoshop

After creating a photoshopped version of the walls, I added the gold trim detail to my
faux cement paint sample. I first measured out where all the lines were to be placed and then
sponged on a combination of metallic gold and watered down black, being sure to add a little
more gold than black.
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Figure 37: Wall Paint Sample

The floor elevation took a little more thought as Professor McGonigle and Mr. Dowling
did not want a floor that would be too light in color, otherwise it would be too hot for the
cameras. I wanted to keep with the cement
theme but was unsure how to differentiate it
from the walls. Professor Klingelhoefer came
up with an idea to integrate the outline of
Great Britain into the floor as a water stain of
sorts on the cement and I thought this idea was
brilliant and went ahead to create a
Figure 38: Floor Paint Elevation, Photoshop

photoshopped version shown in Figure 38 with the help of a student, Sarah Stanford. As she was
a little more skilled than me in Photoshop, and eager to assist me, I sent her the selected images
to combine, and she created the image below.
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Winter break was fast approaching but with the paint elevations out of the way, I felt
confident with my progress. However, when there was mention of doing a film test before we
left for break, my confidence wavered. I was worried about how well the texture would show up
on camera. But that’s what tests are for! A date was set and costumes, lighting, scenery, and the
film crew came together to do whatever we felt necessary to see under the camera. Lighting set
up a variety of looks to test, I grabbed my paint sample and with some assistance, propped it up
in the background, while costumes grabbed a plethora of fabric and clothing. The result, shown
in Figure 39, eased my worries as the texture was visible and the fluctuation of the scumble
looked nice on camera. Professor Neuenschwander, our Professor of Technical Direction,
pointed out that if the painted trim was actually applied with ½” or ¼” painted MDF it would
cast a bit of shadow, adding some depth to the walls. I loved this idea and over winter break
drafted where I wanted to place the ½” and ¼” MDF trim.

Figure 39: Camera Test with Natalie Tirendi
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When we came back, it was quick work when units began to load into the space. This is
probably one of my favorite parts of being a scenic designer as I get to experience all the details I
drafted on my tiny computer screen come to life in front of my eyes. As a paint charge with the
responsibility of leading a group of younger students, I try to make the processes as simple as
possible so I can teach the technique and then walk away so they can work on painting without
me. Everything was going smoothly until I received an email on February 23rd from the graduate
props charge, Seret Cole, notifying me that she would be out of commission until March 5th due
to a possible COVID-19 exposure. As the next person with the most knowledge of what props
were needed for the show, I ended up taking on the responsibility of props for the next week and
a half. With filming only days away I now had to plan out how I was going to accomplish
finishing any necessary props along with any last-minute paint details to the set. In those few
days, I had to pick up a set of chairs that were going to be used in the first scene and then
reupholstering them, aging a paper map with floral spray, typing up and then printing out
multiple copies of various letters used throughout the show, and then any other notes that came
up in the two days of filming that I would be overseeing. I was fortunate enough that this added
responsibility did not create too much added stress for me as paints were far enough ahead that I
could afford to just focus on props.
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Filming Process
I do theatre because I love being a part of the magic that creates what the audience sees
on stage. We take pipes and hoses to create a magical rain effect, cut out various types of wood
and paint it to look like a completely different material. I have always been curious about the
magic behind film and tv, and I soon realized this experience made all the countless hours of
rendering and drafting worth it.
Week One
Filming started on Wednesday, March 3rd, 2021, and I had no idea what to expect from
the entire process or my role. If this were a typical show, I’d sit back, take my notes, and call it
good. But this was going to be a month-long process, with many changes to the set over time. I
decided not to stress about the situation and see where the process would take me.
As we were amid the COVID-19 pandemic, one element of filming that became a quick
routine were the COVID-19 protocols. Everyone was required to get tested at different levels
during the week. As part of the production team, I only had to get tested once a week. On top of
that, everyone was required to fill out an assessment form on their mobile devices before arriving
at the theatre. If they were cleared to come in, they had one final check at a COVID-19 desk
where their temperature would be noted, and PPE would be provided based on how close one
would be to the actors onstage. This ranged from a simple medical mask to donning a full
bodysuit with an N95 mask, face shield, and gloves. The latter was mainly reserved for those
who had the highest contact risk. Such as those who were helping actors with microphones,
costumes, and stage makeup.
After completing the COVID-19 Protocols on Day One, I walked into the space, found a
place to sit by the monitors, and waited until I was needed. Scenic crew was setting up the first
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scene, the camera crew was doing their tests, and I was on standby if any scenic questions arose.
The setup for the first scene was exactly what I had rendered weeks ago, so I was feeling pretty
good about how everything was looking. As camera tests were being done, I quickly noticed two
banners hanging on the upstage walls were not quite visible, as the downstage walls were
positioned onstage more than I had expected. Hopping up from my spot, I grabbed a ladder and
drill and made the necessary adjustments. Finally, it came time to begin filming for the
afternoon, and at Professor McGonigle’s request, I stayed on-set for the most part, observing
what all the cameras were picking up in the shot. The viewing monitors started to get a little
crowded, so I decided to keep my distance a bit, adjusting to peek at them when necessary. I
didn’t feel like it was essential to chime in on the looks as we had Mr. Dowling’s experience to
lean on, so I mostly sat back and observed. This continued for the next two days, and I slowly
found myself moving away from the monitors and sitting by myself in the audience to watch on
my own, only hopping up when needed.
Our first scene change was scheduled for that Friday night – the end of week one. We
were going to transition out of Lear’s Castle into Albany’s Palace, and that’s when I realized I
had no idea what the next scene, or any future scene, was supposed to look like. From that point
on, I started to lean heavily on the Daily Filming Schedule created by the Assistant Directors.
(Select documents can be found in Appendix A.) Students Presley Weimann and Natalie Tirendi,
had made this document to keep everyone on track through the four-week filming process. The
schedule included the daily call for cast and crew, but it also outlined exactly what scenes were
being filmed, along with what props and scenic units were needed. This was precisely the
information I needed, except I was still in the dark regarding the actual layout of the units. For a
standard theatrical production, one would know the exact layout of the scenes before the first
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technical rehearsal at the very latest. But, as this was a highly adjustable set, the only people who
knew exactly what configuration all the units would need to be in for each scene were Professor
McGonigle, Mr. Dowling, and the Assistant Directors. I soon found adjustments would also be
made the day of filming. Even though I designed the set to work a certain way, I could not help
but feel frustrated as I had spent countless hours taking photos, editing them, and creating a
storyboard Professor McGonigle and Mr. Dowling specifically asked for, just for it to all be
disregarded. On top of it all, this threw my technical director for a loop as she also needed this
information to prep any tools or scenery beforehand to help make the transitions smoother.
Week Two
After wrapping up week one on Saturday, March
6th, we took a week off from filming so that actors could
rehearse a few more scenes and then resumed week two on
Monday, March 15th. We started in Albany's Palace to
shoot a few remaining scenes and then transitioned to the
exterior of Gloucester's Castle. This scene change involved
a more extensive set-up as Ashley and Professor
Neuenschwander worked on repositioning the wall units
while Seret and I worked on stapling vines to the arch units

Figure 40: Vines on Arches

that we had freshly picked just that weekend, as seen in Figure 40. Once scenic gave the allclear, the film crew began filming again in the new set up and I retreated to my corner of the
Davis Theatre. This scene was one of my favorites due to the vines as it added an earthy and
realistic feel. We stayed in this scene until Wednesday night and at this point the vines were
wilting a little as they had been cut about five days ago, but they held up remarkably well. After
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filming had wrapped up, we shifted to the interior of Gloucester's castle, skipping a little ahead.
Filming picked up again the next day. We covered a
few scenes, including Gloucester's eye-gouging which was
thrilling to watch as Professor McGonigle wanted it to be as
bloody as possible. This week during lab I worked on painting
the erosion cloth so it would be ready for filming the
upcoming rain scene. Friday, March 19th, there was no
filming so scenic could take the entirety of the day to clear all
the wall and arch units, set up the rain deck, and test it.
Around this time, the COVID-19 vaccine became more

Figure 41: Testing of the Rain Platform

widely available, and as the setup for the rain platform was in a good spot, quite a few of us left
to get vaccinated. Saturday began with hanging the erosion cloth, working with Professor
McGonigle to create the final look, and then sitting back and observing the film crew work in the
rain.
The rain was so much fun to watch and looked really
cool onstage, as well as onscreen. I was worried about the
edges of the walls that were pushed out of the way being
seen as it was obvious in person, but one look at the
monitors and my worries were put to rest, the camera didn’t
pick them up at all. Professor Neuenschwander at one point
did offer some helpful advice to add more erosion cloth to
the top of the rain platform to give a more natural feel to
Figure 42: Rain Platform with Erosion
Cloth

what was currently there. As filming progressed, there was
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some grumbling about how the very top edge of the hanging erosion cloth didn’t exactly fade to
black once it hit the grid, but in my opinion, with the way the erosion cloth was being lit, and the
nature of the material, it would have been impossible to achieve that effect. Also, the camera
would not be getting anything at that height on film anyways. Apart from those few worries, we
were able to still film all that we needed to. As soon as filming that day was complete, we struck
the entirety of the rain platform, and wrapped up week two of filming.
Week Three
The third week of filming proved to be an emotionally taxing one for me. A close friend
of mine passed away on Monday, March 20th and so I was given the night off. Earlier that day, I
was notified that I was to oversee props yet again as the props charge, Seret had a personal
emergency and hence not able to attend. At this point, the only build left was the tent which was
simple enough. Just creating a circle out of PVC pipe and attaching fabric to it.
The week started off simple enough with the interior of the hovel including a live fire
effect being filmed but afterwards a decision was made to jump back in the play to refilm a few
scenes. At this point, furniture used in those scenes were already returned to where they came
from so stand-in furniture was found and used in the scene instead. I was not the most thrilled
about this decision because these were obviously different chairs and anyone paying close
attention would easily be able to notice the difference. Once I voiced my concern about this to
Professor McGonigle and Mr. Dowling they reassured me that the chairs would not be noticeable
in the final cut, which later on I was relieved to discover he was correct. In another scene there
was an issue with sconce placement. In my original renderings I had the sconce at a normal
height, about 6ft from the floor because anything lower would look odd but there was a request
to lower the sconce about 1.5ft so it could make it into the shot. I voiced my concerns, but
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Professor McGonigle and Mr. Dowling were not worried about how the lowered sconce would
look in relation to the space. To my relief, the monitors proved them correct.
The rest of the week was spent hopping from Albany’s palace to Gloucester’s castle, and
then clearing the space to hang the tent for the French camp scene, which took us into our fourth
and final week of filming.
Week Four
Filming the tent was very straightforward as once it was set up, it stayed just like that
until the call was made to move on. The next
scene to be filmed was back in the heath but with
a tree added in. This required us to remove all
the units again and we manipulated the erosion
cloth over some boxes and pillows to make
abstract shapes on the floor and we also took a
strip and hung it from the grid to create a very

Figure 43: Heath with Tree

effective tree trunk. Finally, the time came to set up the very final scene, which ended up being
the exact same location as the first scene, Lear’s palace. We had come full circle.
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Conclusion and Evaluation
The biggest challenge I had with this process was not knowing what was going to come
next. So much of my time was spent creating a model and storyboards so things could be
strategically planned out only for it to be tossed to the wayside when filming began. A blessing
and a curse of the sandbox nature of the set. The only scene that stayed consistent with the
storyboard was Act 1, Scene 1 and after that I found myself walking into the theatre the next day
and not knowing what to expect. I wish I could say that it was only the first week I found myself
caught off guard, but it turned out to be a recurring theme throughout the filming process.
Lessons were slowly learned though. I quickly contacted stage management and requested
updated groundplans they may have so that I could at least be on the same page as them. After
the groundplans started to differ from what Professor McGonigle was creating, I started to make
a point of meeting with him at the end of the day to chat about what came next. At points
through those four weeks Professor Neuenschwander also stepped in to offer advice on how to
improve certain aspects of a scene such as rearranging the erosion cloth on the rain platform. A
major lesson I learned when working with a highly manipulatable set was the fact that I should
be on the lookout for different ideas for how something could be used or positioned.
The premiere for King Lear took place almost exactly a year after the first day of filming.
Finally, it was time to see the culmination of our hard work. Right off the bat, a few key things
popped out at me. The first was how drastically different the set looked on film vs. when we
were on set shooting. Sitting off to the side, watching the director work with the cameras and
actors, you don’t realize how close some of the scenes are until you see them on film. Another
thing that surprised me was even though we had come up with all these different configurations
for the sandbox idea, almost everything blended together to my dismay. Yes, furniture pieces and
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banners were added to help differentiate each scene, but most shots were taken facing upstage,
which did not seem to change much. This led to another observation, when arriving in a new
scene, we weren’t given a moment to observe the new location. We were instantly thrown into
the action with the actors. As the same set pieces were used in similar variations, the only thing
that helped us differentiate was, once again, furniture placement. If we had shots focusing more
on the bigger picture, the audience might have seen the different configurations and helped
reinforce that we were in fact in a new location.
As for the design itself, it did its job overall. On-screen, the mixed gray of the concrete
texture mixed masterfully with the lighting. I could not help but admire how the camera and the
lighting picked up each artificial ridge, helping make it look more realistic. The shadows that
were created by light glancing off the sharp angles of the set were also highly satisfying.
Although, I feel the shutters attached to the arches were lacking as I underestimated how often
we would use them and how well the camera would pick up the light. Even though they had the
same paint treatment as everything else, they felt flat and lifeless as they had no added texture.
Perhaps something that might not be noticeable to an audience member but stood out to me.
Also, something I did not foresee but should have expected was in the rain scene; it was visually
easy to see exactly which parts of the stage was getting hit with rain and what areas were outside
the rain platform. The floor detail also popped more than I expected, with the outline of Britain
as clear as day in some scenes – a happy surprise. It certainly is true; cameras do pick out every
single detail.
The acting was what one would expect from a college program. Some actors went above
and beyond in their role, while others, newer to acting, were getting their feet wet. Our guest
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artist, Robyn Rodriguez, was undeniably the driving force in the title role as Lear. I could feel
her wrath, madness, and grief. Her performance in the last scene almost drove me to tears.
As for sound, I feel some of the underscored music was odd as a typical play would not
have any underscoring, and I think it threw me off. While it gave more of a movie effect, it was a
bit unsettling. I also found myself genuinely struggling to understand the actors at times.
Specifically, when there was yelling on stage the sound did not come through well and was
sometimes muffled. There was also a moment where a mic pack was evident on an actress, and I
feel there could have been more effort between wardrobe and sound to hide it as the mic pack
was hidden on every other actor.
They say when you finish writing or working on a project, you should set it down, let it
simmer for a while, and then come back with a fresh look on it. This rang true for King Lear.
With how much of a whirlwind we were all in trying to bring this project to life, those few minor
blemishes were not so bad after all. Being the designer and having a critical eye, I also realize
that an untrained viewer may not even see these issues.
Overall, I enjoyed the film. Although I must admit the roaring laughter of the younger
students as they watched their friends and colleagues on screen was more than a little distracting,
nonetheless they too deserved to celebrate their hard work.
The production was broadcast on wvpb.org and television just a few days after the school
premier. Several months later we learned that PBS in New York picked up the production and
aired it on pbs.org, where it can be streamed today.
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Appendix A: Filming Schedule
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Appendix B: Select Film Screenshots

Figure 44: Lear's Palace

Figure 45: Albany's Castle
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Figure 46: Outside Gloucester's Castle

Figure 47: Heath in Storm
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Figure 48: Inside Hovel

Figure 49: Fields Near Dover
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Figure 51: Fields Near Dover - Tree

Figure 50: Final Scene
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Appendix C: Build and Film Experience Photos

Figure 52: Tracking Walls in Progress

Figure 53 Tracking Walls with Texture and Paint
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Figure 54: Floor Treatment in Progress

Figure 55: Completed Floor Treatment
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Figure 56: Setting the Opening Scene

Figure 57: Albany’s Palace Interior

78

Figure 59: Exterior Albany’s Palace

Figure 58: Heath in Storm
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Figure 60: Director’s View

Figure 61: Fields of Dover
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Figure 62: Fields of Dover - Tree

